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Rakugo as comedies stemming from human fragile natures
Choroku KATSURA
Department of Child Education, Faculty of Health Science, Osaka Aoyama University
Summary Rakugo and Kyohgen could both be classified as humorous comedeies representing the world of 
Japanese traditional performing arts. However, their vectors of laughter are widely different. The leading role in 
Osaka Rakugo is played by Kiroku while that of Kyohgen is played by Taro Kaja. Behavioral differences between 
the two leading roles reflect differences in dramatic stance between the two performing arts. Kiroku is always 
laughed at the audience at the end of the story whereas Taro Kaja often fi nishes the drama by laughing at other 
fi gures in the story. The leading role in Rakugo is a fool who is always the target of laughter while the leading role 
in Kyohgen is an underdog who enjoys himself by laughing at his “overdog” in the play. Both Kiroku and Taro 
Kajya gain popularity through the audience’s sympathy towards their behaviors in each comedy, but the differences 
is evident in the feelings received from the two leading roles, i.e., Kirokus failures are always laughed at while Taro 
Kaja induces laughter by playing trics on others in the play, although the audience’s verbal reactions to both would 
often be the same, i.e., “It couldnt be helped that he behaved that way.” 
  In the present treatise, I attempted to discuss the essence and functions of Rakugo and general comedies in turn, 
which appeared distinct by comparison between Rakugo and Kyohgen. 
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六」には “欲 ” があるということと、多少なりとも “知
恵 ” があるということである。この “ 知恵 ” があるゆ
えに、「喜六」はときにずる賢く振る舞うこともある
が、周囲から一向に憎まれるということがない。彼は













































































































































































































































































































































































ே≀ ྭ࠼ࡿ≟ ே≀ࡢ⾜ື ➗࠸ࡢ኱ࡁࡉ
Ꮚ࡝ࡶ ኱ࡁ࠸≟ ㏨ࡆࡿ ࢮࣟ
኱ே ୰ࡄࡽ࠸ࡢ≟ ⭜ࢆᢤ࠿ࡍ ᙅ࠸










































































































































































































げられるのが “ 喜六 ” なる人物だが、その彼を取り巻
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